of the Caribbean-may have contributed to the creation of the calypso category in the annual JUNO national music awards in Canada. 9 Multiculturalism as a policy recognizes that multicultural heterogeneity constitutes a productive force, one that is highly influential on the socio-political dynamics of a country. As David Theo Goldberg explains, Multicultural heterogeneity politicizes explicitly what is otherwise political only silently and in the absence of acknowledgment (that is, what gets denied as political in the name of universal value). It renders explicit the contestation over values and entitlements making overtly political what in any case is implicitly so and, thus, reduces the possibility of manipulation and control as well as maintenance of the status quo. Finally, multicultural heterogeneity multiplies in number and quality the available nature and range of knowledge and practical wisdom. And given that heterogeneity applies equally within and between groups, it likewise sets a limit on intragroup tyranny as it delimits inter-group oppression.
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The question is, why has culture, and more precisely, the arts, been a primary target for multiculturalism? Several authors have offered different reasons. Speaking about the United States, Avery F. Gordon and Christopher Newfield indicate that some believe that "any discussion of cultural diversity would render racism [or class antagonism] insignificant" and that "equal respect would replace common culture as a nation's social cement."
11 They conclude that the focus on culture-and thus, by extension, the arts-is based on the traditional belief in its ability to transcend social forces and to give multicultural communities a position of independence and strength. In the same vein, as Gordon and Newfield report, multiculturalist educators like Cary Nelson believe that by familiarizing people with different traditions, schooling can provide "'a new conversational terrain,' one that can 'fundamentally reorder the ruling definitions of culture' and the distribution of power and resources." 12 In other words, a better understanding of culture can help bring political change. The problem for many is that multiculturalism seems typically to involve only the (re)presentation of the diversity of cultures on national platforms and an acknowledgement of the coexistence of diverse groups. As Lowe remarks, it fails "to address the systemic inequalities built into cultural institutions, economies, and geographies."
13 Echoing many critics of multiculturalism, she stresses how such policy is highly misleading: "To the degree that multiculturalism claims to register the increasing diversity of populations, it precisely obscures the ways in which that aesthetic representation is not an analogue for the material positions, means, or resources of those populations . . . The production of multiculturalism instead diffuses the demands of material differentiation through the homogenization, aestheticization, and incorporation of signifiers of ethnic differences."
By contrast, other authors understand multiculturalism's focus on culture and the arts as a resource "for both sociopolitical and economic amelioration, that is, for increasing participation in this era of waning political involvement, conflicts over citizenship."
15 Put another way, Jeremy Rifkin (2000) views multiculturalism's focus on the arts as participating in the rise of what he calls "cultural capitalism." 16 As George Yúdice aptly remarks, the relation between culture and politics or culture and economics is not new. What marks a change in this neoliberal era is the fact that, at least in the United States, state support for culture is nearly dead and artistic activities performed under the umbrella of multiculturalism have been turned into the "property" of the new political economy. Expressions such as "heritage industry," "cultural economy," or "creative economy" that have entered the common vocabulary in many countries are telling. In this context, Yúdice suggests, "The content of culture recedes in importance as the usefulness of the claim to difference as a warrant gains legitimacy. The result is that politics trumps the content of culture." 17 While it may be increasingly difficult to think about creative activities without paying attention to the political economy in which they take part, to suggest that politics trumps the content of culture, in my view, overlooks at least two crucial elements. Speaking against both the reduction of culture to instrumental politics and an economistic understanding of creative activities, Line Grenier convincingly argues, "it not only ignores the artistic investment and the positioning of its makers, but also neglects the aesthetic discrimination and value judgments of its consumers." 18 In all cases, whether it is for liberal education, client-focused goals, or instrumentalist politics, I agree with Yúdice that "today it is nearly impossible to find public statements that do not recruit instrumentalized art and culture" to deal with the governability of diversity, be it in terms of social conditions or economic growth.
II
Most of the writings referenced have for the most part focused on European and North American countries. In the second part of this paper, I would like to shift this focus in two ways, firstly by changing the location where multiculturalism is discussed. In contrast to most publications on Canada, the United States, or Britain that address multiculturalism in relation to the so-called problem of immigration, I want to concentrate on a postcolonial Caribbean nation-state, and more specifically on the twin-island state of Trinidad and Tobago (Trinidad hereafter) where the question of diversity is not posed this way. Unlike say India, or Nigeria, Caribbean nation-states largely have been constituted of migrants through forced or free migration after nearly all aboriginal populations were decimated by diseases contracted from European settlers. I focus on Trinidad in particular because its population by any standard is judged to be one of the most multicultural in the region. Today Trinidad has approximately 1.3 million inhabitants. However, to give only a summary of the demographics of the country would reduce the complexities of Trinidadian society to such a degree it would be misleading. For this reason, I have included the last demographic report (2008) in its entirety:
The ethnic composition of Trinidad reflects a history of conquest and immigration. Two major ethnic groups-Indo-Trinidadians and Afro-Trinidadians-account for almost 80% of the population, while people of mixed-race, Euro-Trinidadian/European, Chinese Trinidadian/Chinese and Arab-Trinidadian/Syrian-Lebanese descent make up most of the rest of the population. According to the 1990 census, Indo-Trinidadians make up 40.3% of the population, Afro-Trinidadians 39.5%, Mixed-race people 18.4%, Euro-Trinidadian 0.6% and Chinese, Lebanese, Syrians and others 1.2%. Euro-Trinidadians, especially those descendants of the former plantocracy, are often referred to as French Creoles, even if they are descended from Spanish, British, or German settlers. The mixed-race Cocoa Payols are descendants of the original Spanish settlers and later immigrants from Venezuela. Today, the Trinidadian Portuguese population includes both whites and mixed people. The small Amerindian population is largely mixed-race. The Carib population, which is descendant of the indigenous inhabitants, is primarily organised around the Santa Rosa Carib Community.
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Bearing in mind these statistics, I would like first to highlight some of the elements that distinguish the postcolonial state of Trinidad from the former colonial powers. I will then explore the main issues that are conceived as confronting the arts of governing multicultural communities in this postcolonial society. What is the role of the arts in addressing these issues? What are the technologies used to govern the multicultural society? And to what effect?
My second shift has to do with the way power has been conceived in the majority of discussions on multiculturalism. In contrast to most publications on the subject, which address the issue of power exclusively in terms of the state, I want to highlight other forces that have also played a significant role in governing multicultural communities in Trinidadian society. 20 I am referring here to privately owned corporations, particular individuals, and specific historical and political events that have had significant outcomes on how the multicultural question has been addressed in the country at different moments in its history.
Distinct Realities and Positioning of Diversity in Trinidad
Unlike England or the United States, whose concerns about multiculturalism have been linked to the increasing presence of immigrants, the multicultural question in Trinidad is informed by the power struggles among discrepant diasporas. Significantly, as will be shown below, some of the most important issues raised in the governing of diversity in Trinidad have been vehemently debated nearly exclusively by the two most important diasporas in the country, African and East Indian. The debates have centered on the issues of national representation and equality in relation to participation in decision-making and the sharing of material wealth in the country.
Trinidad's society bears the legacy of its colonial past and a system of stratification based on a classrace-color hierarchy. As Percy Hintzen writes, "the organization of colonial society rendered social and economic boundaries more or less coterminous with those of race, culture, religion, language, tribe, or other manifest communal distinctions." Furthermore, he adds, "These communal segments were generally differentially incorporated into the various strata of colonial society. a two-party system in place, the ethnic demarcation between the blocs proved an ominous sign for the future. While the new political structure celebrated a culturally hybrid Trinidad, it also consolidated racialized voting blocs, leading to "the development of opposed bourgeois nationalist Afro-Creole and [East] Indian political parties" and hence, an "us" and "them" mentality.
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The inheritance of "ethnic group competition, fostered by class inequalities and state control of certain resources, and couched in terms of racial antipathies between Indo-and Afro-Trinidadians" deeply inform the postcolonial society of Trinidad to this day. 26 The historical tensions between the two groups have indeed gone unabated in spite of their numerous interactions and collaborations in many sectors of activity.
In this context, multiculturalism in Trinidad is thus not about how a "monoculture" addresses the so-called disruptive presence of migrants, but rather about how, out of diversity, unity can be created.
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The premise in this vision is that the state of Trinidad is neutral. In 1962, when Trinidad became independent, Eric Williams, the first prime minister of the new nation-state, addressed multicultural diversity in no uncertain terms. His goal was to create a single allegiance out of diversity and, as Puri puts it, "to manage difference by projecting an image of nonconflictual diversity. Guilbault, [27] [28] The term "Afro-Creole" refers to a person born in Trinidad of European and African descent. The word "Creole" in Trinidad has been the subject of numerous definitions over time. For further information on the subject, see Brereton (2002) , Hintzen (1999), and Khan (2004) . 24 Koningsbruggen (1997: 117) . 25 Puri (1999: 17 to legitimize a Trinidadian nation, he must produce it as both hybrid and homogeneous." Furthermore, influenced by the colonial powers' emphasis on the unitary Enlightenment subject, he must also turn the hybrid Trinidadian subject "into a stabilized, unitary subject with exclusive affiliations." 31 However, by adopting this rationality, the newly-elected state government in Trinidad faced the paradox typical of the modern nation-state: insisting on creating unity out of diversity, while at the same time officially recognizing the need to manage diversity in ways that respect difference and promote each people's heritage. 32 In such a context, the question is: how does a nation-state like Trinidad then represent itself?
Who is the national subject and how is it imagined? Part of the answer, it should be noted, is that the hybridity to which Williams refers is cultural, not racial. As Puri explains:
The tendency to play up cultural hybridity as a way of playing down racial hybridity is a recurrent move of many foundational Caribbean nationalist invocations of cultural hybridity…. Trinidadian nationalist (and regional) politics have resorted to tearing apart the fabric of "the people" along racial lines, developing opposed bourgeois-nationalist Afro-Creole and Indian political parties. For this reason, although Williams requires cultural hybridity for his national project, he cannot afford racial hybridity; the races must be kept distinguishable and apart. The rhetoric of cultural hybridity in Trinidadian national politics, then, has been linked to state "divide and rule" racial politics." 33 From this perspective, the role of the arts in addressing the multicultural question is encumbered with numerous vested interests, and becomes the subject of endless debates. 
III The Role of the Arts in Addressing the Multicultural Question
The contradictory impulses of promoting cultural hybridity as emblematic of the Trinidad nationstate and simultaneously celebrating cultural differences to nurture pride and promote each people's heritage, have been articulated differently at distinct moments in Trinidad's history. In the following text, I focus on the nation-building project in the aftermath of Independence, most particularly in the 1960s and 1970s, and on the articulation of four major forces in the 1990s that have played a major role in redefining how the multicultural question has been addressed. 34 In the 1960s and 1970s, adopting the liberal rationality of modern nation-states, with their intrinsic paradoxes (celebrating difference and at the same time promoting cultural hybridity as emblematic of the nation-state), the Trinidadian state government set out to recognize difference-both to express its democratic principles and, as Antonio Gramsci would put it, to maintain hegemonic power-by recognizing people's needs or desires and at the same time, keep them under control. 35 As Kevin Birth indicates, during this period "Popular culture . . . became a central concern of governmental planning. 36 In 1967, five years after Independence, this recognition of difference was institutionalized and took the form of "The Prime Minister Best Village competitions." These competitions were organized as follows:
The Prime Minister Best Village competitions include all categories of artistic expression (handicraft, steel drum, literature, calypso, dance, "Drummology," and so on) and were organized in each village throughout the country to encourage amateurs from all ethnic groups to develop their artistic talents and promote their cultural heritage. The term "drummology" was created at the height of the Best Village Competitions in the late 1970s and early 1980s in order to include in this category not only drumming, but also chanting and other accompanying performing activities. Governing Sound (2007) . 35 The concept of hegemony has been widely deployed by social activists, politicians, and academics, particularly following the work of Antonio Gramsci (1999 Gramsci ( [1971 ). For an elaboration on the subject, see Williams (1977) and Hall (1986 Guilbault (2007: 289n46) . For further information on the subject, see also Birth (2008) . 38 My understanding of "embedded liberalism" draws on David Harvey's definition, "to signal how market processes and entrepreneurial and corporate activities were surrounded by a web of social and political constraints and a regulatory environment that sometimes restrained but in other instances led the way in economic and industrial strategy. State-led planning and in some instances state ownership of key sectors (coal, steel, automobiles) were not uncommon" Birth's illuminating ethnography has shown that: "The Best Village idea has not resulted in widely shared sentiments and ideas about the nation that explicitly include all traditions . . . instead it creates a complicated representation of the politics of participation, competition, and absence." As Birth explains, the choice made by people to participate or not has been telling, demonstrating that the competitions have been more "a vehicle for the promotion of government-fostered images of the nation" than "a context that locally reworks these images." 42 The display of folk traditions in competitions may have served to keep the communal past of several ethnic groups alive and may have rendered these traditions easily accessible resources for what is often termed in Trinidad the "callaloo" or mixed nation. But the government's promotion of these traditions constituted a project quite separate from and paradoxical to the efforts being deployed to feature a hybrid culture representative of the modern nation-state of Trinidad. During the same period, the official rhetoric of the state not only openly valued the process of "creolization," but also emphasized the importance of celebrating its product, that is, the hybrid culture that distinguishes Trinidad from other nation-states. However, the celebration of this hybrid culture was highly selective. From the time of emancipation (1834), the colonial elite saw Carnival, the tradition imported to Trinidad by the French plantocracy, and its expressive culture, as a means to inculcate morality and reinforce the colonial order. Carnival thus became a target of power and one of the most important terrains where power could be not only exercised, but also "displayed." Out of the vast repertoire of musical genres and dances of the multinational population of the former slaves and the musical practices they had adopted from the colonial elite, the music that emerged as the most prominent during carnival to the point of becoming a synonym for it, was "calypso." The origins of calypso remain contentious. While associated with the song-dance calinda, several authors view calypso as "ow[ing] its origins to the numerous songs, rhythms, and dance traditions present in Trinidad during the time of African enslavement." 43 Significantly, it was the characteristics of the calinda-a song-dance that incorporated some of the eccentric and violent movements of stickfighting and thus the embodiment of a dramatic duel, along with lyrics featuring satire and derision-that led the nationalist writers to identify the calinda as the ancestor of calypso. Known for its focus on socio-political commentaries, calypso for Afro-Creole middle-class intellectuals and PNM politicians was the artistic expression that best presented Trinidad's worldview-even though it embodied a nearly exclusively male Afro-Trinidadian perspective. In all cases, having been the target of power of both the white colonial administration and the middle class for nearly a century and then becoming the privileged music of the PNM-the political party that was to lead the new nation-state for an uninterrupted period of thirty years-calypso acquired a prominence and symbolic importance unequalled by any other music in the country. In their own ways, recordings of calypso also reinforced calypso's prominence in the country. Following the first commercial recordings by two American companies, Columbia Records and the Victor recording firm, both of whom attempted to give a panorama of the various "ethnic" musics in the island, the local and foreign recordings of Trinidadian music by the late 1920s featured mainly calindas and calypsos. In so doing, these recordings led calypso to acquire not only a commercial value beyond any 40 Birth, 62; Craig, 818. 41 London (1991) ; Rohlehr (1997) other music in the island; they also acted as "important symbolic gesture [s] in legitimizing calypso outside Trinidad in the eyes of Trinidadians themselves." 44 The position of calypso as emblematic of the country became officially recognized when, soon after taking office, the newly elected, predominantly Afro-Creole party in power (the PNM) sought to confirm its independence from the colonial powers not only politically but also culturally. As the first prime minister of the new state government, Eric Williams nationalized Carnival, calypso through its association with Carnival, in Louis Regis's words, "was declared national music." 45 The implications of nationalizing Carnival, and by extension calypso, have been numerous. Echoing a popular view, Puri remarks, "A central preoccupation of creolization [of hailing a hybrid culture as representative of the nation-state] from the start has been how to establish an Afro-Creole culture as the norm rather than as a deviation from a European market. As such, the discursive complex has concerned itself with cultural status and value, intervening in such areas as education, syllabi, linguistics, the literary canon, and standards of beauty."
46 Apart from teaching Western musical skills derived from Western classical music, music education in public schools has encouraged students to develop and nurture skills in calypso-a tradition in Trinidad associated nearly exclusively with AfroCreole culture. This has been achieved by organizing calypso competitions, both in individual schools and nationally, to the exclusion of nearly all other musical traditions (including East Indian, Spanish, Lebanese, Chinese) in the island. Along the same lines, national calypso competitions, typically held during Carnival, have received the largest amount of state sponsorship in comparison to all other musical activities in the country. There were also several other initiatives that helped promote calypso as national music. In the aftermath of Independence, several Afro-Trinidadian scholars and journalists, as well as foreign scholars, produced studies and articles, expanding the documentation on calypso already published during the colonial regime-all this to the near exclusion of all other musics performed in the island.
As Peter Manuel puts it, "In general, state cultural policy promoted assimilation to the Creole "mainstream" rather than pluralism. Indians, whom Williams characterized as a 'recalcitrant and hostile minority,' were relegated to the status of political oppositionists and cultural aliens. Although Indian cultural activities were not repressed in any way, Indians realized that, as had always been the case, they would have to sustain their own cultural forms without any support from the state." 47 The major role of Carnival, and thus by extension calypso, during Trinidad's colonial history, combined with the influence of the foreign companies' recordings of calypsos, the preferential disposition of the Afro-Creole PNM towards calypso, and the proliferation of publications on this musical practice by local as well as foreign academics and journalists, have permitted this music a position of privilege in the country. In this context, the construction of an imagined unitary modern Trinidadian subject has thus emerged out of the massive exposure to, and circulation of, a highly selective hybrid musical practice. The management of diversity in Trinidad took a new turn in the 1990s in connection with four major socio-political and economic forces. These include: the adoption of a neo-liberal rationality in the late 1980s and its attendant deregulation of the local mass media in the early 1990s; the celebration of the 150 th anniversary of the Indians' arrival in 1995; in the same year the election for the first time of an East Indian prime minister; and world music trends. The articulation of these contrasting, albeit related forces, greatly transformed the ways in which the question of multiculturalism through the arts has been addressed in the country.
In an article entitled "Imperatives of Caribbean Development for the 21 st Century," published in 1989, economist Compton Bourne from the University of the West Indies in Trinidad predicts that the economic crisis in the Caribbean, including Trinidad, would persist and deepen unless development strategies and policies were fundamentally reshaped. Echoing the rationale advanced by the leading industrial countries, he attributes Trinidad's economic crisis to the anti-competitive and antientrepreneurial activities of the state itself. The solution? The state must redirect its mandate and focus on the maintenance of the infrastructure of law and order. The people must ensure their individual and national wellbeing by assuming their responsibilities and developing their own enterprises. As Bourne explains, "The new orthodoxy strongly advocates deregulation, the dismantling of protective and incentive systems, and privatization." 48 Accordingly, he writes, "the longrun development of the Caribbean nations will ultimately depend upon the sustained effort, creativity, productivity and thrift of individuals and enterprises within the framework of stable supportive and facilatory government policies."
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Using the premises of neoliberalism, the Trinidadian state-government took a number of initiatives that redefined how it addressed the question of multiculturalism in the arts. Even though it did not completely withdraw its sponsorship for a number of cultural activities on the island, the state presently counts mainly on the private sector to ensure the representation of differences, both nationally and internationally. Less preoccupied by creating a unitary national subject out of diversity, it now views the multicultural, the diversity of hybrid expressions, not only as what should define the country, but also as a field of commercial potential. This shift in logic means that the question is less about what the state can do for its citizens, but rather what the citizens can do for the country; it is less about constructing a selective and single cultural hybridity to represent the country and more about asking the many hybrid cultures that make up Trinidad to help fortify it.
The Trinidad state-government's deregulation of the media also brought a dramatic change of soundscape. As Robin Balliger (2000: 55) wrote, "Privatization has included media expansion, niche marketing, and Trinidad is [now] one of the most media-saturated environments in the Caribbean."
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After over thirty years of operating a state-owned television broadcasting monopoly (from 1962-1991) , the state government began to grant licenses to individuals and private enterprises. A 2007 report indicates that Trinidad boasted as many as seven television stations and four local cable-only television stations.
51 Along the same lines, the state government relinquished its control of radio stations and privatized this sector. In 2010 there are thirty-three radio stations within Trinidad. 52 While some stations feature musics and cultural programs that are nearly exclusively either Afro or Indo-Trinidadian, others offer a broad range of artistic expression that is inclusive of the two main ethnic groups. The privatization of the media services enabled several local musical expressions formerly overshadowed by calypso to be more easily heard and, in some cases (e.g., soca and chutney soca associated respectively with Afro-and Indo-Trinidadians) to acquire a greater economic value.
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Together with the privatization of broadcasting media, the rise of private entrepreneurship in the arts encouraged by the state has also greatly contributed to the promotion of several hybrid musics nationally. After more than half a century of monopoly, the state-sponsored calypso competition saw the emergence of new privately sponsored carnival competitions for the musical styles of soca (in 1993), chutney soca (in 1996) , and ragga soca (in 1999) . 54 Held during the Carnival period, only a few days apart from the calypso competition, and adopting its format (semi-finals and finals, and placing a jury in charge of establishing competition criteria and choosing winners), these competitions helped calypso's musical offshoots gain both recognition and a legitimacy of their own. More importantly, in addition to generating revenues locally, what these national competitions have achieved-most likely as an inadvertent outcome of the state's adoption of neoliberal policies-is the promotion and capitalization on more than one cultural hybridity as constitutive and representative of the nation-state and of its national subjects. The explosion of radio and television stations and the rise of cultural entrepreneurship in several artistic ventures (particularly in relation to national competitions during Carnival in Trinidad) did not stem simply from economic pursuits, but also from political interests. Several individuals, IndoTrinidadians in particular, seized this neoliberal moment as an opportunity both to make their voices heard and to enjoy their fair share of the market through greater exposure. After being told not to bring the Chutney Soca Monarch competition into Carnival because this meant "putting Indian business in African business," where the two would not mix, George Jr. Singh, the founder of the chutney soca competition, became all the more determined to succeed. Not surprisingly, Singh thus views the success of the chutney 50 Robin Balliger (2000: 55) . 51 "Introduction Media Lifestyle Statistics" by UNSW Wikispaces. http://arts1091.unsw.wikispaces.net/Trinidad+and+Tobago, accessed on September 9, 2010. Please note, however, that Trinbago media sources lists ten television stations, http://www.tntisland.com/media.html, accessed on September 12, 2010. 52 Trinbago media sources. http://www.tntisland.com/media.html, accessed on September 12, 2010. 53 For an in-depth discussion of the rise of Indian-owned radio and television stations, see Diethrich (2004) . 54 Soca emerged in the late 1960s, early 1970s, out of a fusion of some East Indian rhythmic patterns and musical instruments combined with calypso rhythm section. Chutney soca refers to a fusion between chutney-an East Indian musical practice associated by some to mathkor, which Tina K. Ramnarine defines as "religious celebration which is part of Sanatanist Hindu weddings" (2001: 152)-and soca. Ragga soca refers to a fusion between dancehall from Jamaica and soca. For further information on the subject, see Manuel (2000a) , Ramnarine (2001) , and Guilbault (2007) .
soca competition not only in economic terms, but also in relation to the cultural work it has accomplished. Here is how he put it when I interviewed him, " [Today] no longer African people think twice to dance and enjoy chutney soca. It has become totally part of Trinidad."
In addition to the deregulation of the broadcasting media and the proliferation of national competitions, two other forces enabled the multicultural heterogeneity in Trinidad to be better represented and valued, both politically and economically: the celebration in 1995 of the 150 th anniversary
of Indian arrival and, in the same year, the election of an East Indian Prime Minister for the first time since Independence. As Gregory Michael Diethrich (2004) indicated, until then, few publications on East Indian music from Trinidad existed. The historical and political events of 1995 not only bolstered ethnic pride, but also prompted East Indian as well as non-East Indian scholars to document East Indian musical practices and their contributions to the country. Compared to the few publications on East Indian musics and the irregular pace at which they appeared in the past, between 1991 and 2000 alone, the following publications appeared: Baksh-Soodeen (1999), Balkaransingh, (1999) , Constance (1991) , Karran (1997 ), Manuel (1997 , 2000a , 2000b , 2000c ), Meyers (1991 ), Patasar (1995 , Puri (1999) , and Ramnarine (1996), and Ravi-ji (1998) . The events of the 150 th anniversary of Indian arrival, along with the election of the first East Indian Prime Minister, also undoubtedly encouraged several students to focus on East Indian musical traditions, as illustrated by the numerous papers written on the subject during that period through the Caribbean Studies Project at the University of the West Indies, Trinidad. 55 Even though far less influential than the new broadcasting media and national competitions, these publications and research papers-particularly those on chutney and chutney socanonetheless also contributed to the creation of a new habitus in the country. For most Trinidadians today, it has indeed become "normal" to recognize not only one, but several musical hybrids as representative of the modern nation-state of Trinidad, and to acknowledge their economic value. The political and economic valuation of cultural hybridities in Trinidad can also be traced to the world music trends that have influenced local musicians and publics alike. With the advent of new mass communication channels, such as cable TV and the internet, along with the ease of travel today, most Trinidadians are exposed daily to world music trends and are deeply influenced by them. The focus on mixing styles and artists from different times and places in many musics such as hip hop and banghra, to name only a few, has encouraged many Trinidadian artists, particularly those involved in soca, chutney soca, and ragga soca, to develop and reinforce alliances through collaborations on stage and in recordings. These have ranged from working with artists from other ethnic groups (Indo-or Afro-Trinidadian, depending on the case) in Trinidad, with artists from other islands (including Jamaica, Barbados, and Antigua), with West Indians living in diaspora (e.g., with Wyclef Jean from Haiti, who lives in New York), and in a few cases with African American artists. It is significant, however, while many Trinidadian artists have developed musical tastes and collaborations that have embraced local multicultural heterogeneity (Afro-and Indo-Trinidadian musical sensibilities and experiences), their collaborations with artists and promoters outside of Trinidad have typically helped to strengthen ethnic ties. Afro-Trinidadian artists collaborate usually with artists and promoters from the African diasporas, while Indo-Trinidadian artists similarly work mainly with artists and promoters from the Indo-diasporas-in the two cases, diasporas that are mainly in the Caribbean, North America, and England. More often than not, to paraphrase Peter 55 See, for example, Mohammed (2000) , Persad (2000) , Ramaya (1990) , Ribeiro (1992) , Smith (1998) , and Syriac (1993). Manuel (2000a: 204) , the social geography that is produced through these circuits is thus transnational Indian or transnational African. If the articulation of the many forces examined so far -the deregulation of the media, the rise of cultural entrepreneurs, and the work of journalists and researchers-has helped the cultural hybridities to gain political recognition and to accrue economic value, the racialization of popular consciousness in Trinidad persists. As Anton Allahar (2000: 248) explains, "The racialization of consciousness speaks to the tendency for racial differences to be perceived as crucial in determining political actions, economic opportunities, social standing, even cultural legitimacy or authenticity." 57 Hence when Gypsy, a
Trinidadian calypsonian of African descent, performed at the semi-finale of the calypso monarch competition in 2002-an event attended by a majority of Afro-Trinidadians-he was pelted with toilet paper for having teamed up with the United National Congress (UNC), formed primarily of Trinidadians of Indian descent. 58 Even for Rikki Jai, one of the most recognized East Indian artists who has won competitions in several styles (calypso, soca, chutney, and chutney soca) associated with both Afro-and Indo-Trinidadian practices, his audiences and his performance venues continue to remain primarily East Indian. In other words, race continues to limit the artists' access to particular networks and spaces. And in turn, their musical practices continue to be racialized, in spite of the many efforts to resist the association of particular musics with fixed and stable identities.
Concluding remarks
One of the main paradoxes posed by the question of multiculturalism, to return to Lisa Lowe's remarks, is that while it aims to promote multicultural inclusion, it divides communities and people in separate categories. As we have seen in the case of Trinidad, even when the official rhetoric of the state after Independence was to avoid the division of people into categories and to promote cultural hybridity as the distinguishing feature of the new modern-state, the cultural hybridity that emerged as synonymous with the nation-state was highly selective. Ultimately, it was linked to whoever had the authority to create norms and social hierarchies. What I have tried to highlight is that the governance of multicultural communities, and the creation of norms and social hierarchies through the arts, is intimately linked to what Line Grenier and I have referred to as the "regimes of circulation." These regimes, which participate in the regulation of what and who circulates, as well as where and why, are not only local or state-wide, but also involve "the conjunctural linkages of other institutions and discourses." 59 In other words, the prominence of the selective cultural hybridity of calypso as emblematic of the country and its unparalleled influence in the arts locally, must be linked not only to the colonial legacy of carnival and the privileging of calypso by the Afro-Creole political party in power, but also to American and local recording companies, and the Trinidadian and non-Trinidadian journalists and academics who have helped expand its recognition and commercial value both locally and internationally. What I have tried to highlight also is that the regimes of circulation that inform the management of diversity and multiplicity are conjuncturally and historically contingent. The articulation of four key forces in Trinidad in the 1990s, which I referred to earlier, destabilized the prominence of calypso as the sole cultural hybridity representative of the country. The adoption of the neoliberal rationality by the state government and the ensuing deregulation of the media, combined with both the surge of ethnic pride that accompanied the 150 th anniversary of Indian arrival and the election of the first East Indian prime minister, 57 Allahar (2000) , 248. 58 Singh (2002) . 59 Grenier and Guilbault (1997), 230.
encouraged the documentation of East Indian musical practices and of their contributions to the country. In addition, the influence of world music trends on local practices has had tangible effects on how the question of multiculturalism is now addressed in Trinidad. In combination, these contrasting and yet related forces have greatly helped nurture not only new sensibilities, but also senses of belonging (in the plural) that go well beyond the confines of the territory of Trinidad. At the same time, they have helped make several cultural hybridities more audible and visible as constitutive and representative of the nationstate. From this perspective, I thus agree with Peter Manuel when he writes, "In this sense, chutney [soca] has not only symbolized the emergence of a new social paradigm of multiculturalism, but has also played a formative role in the process."
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One other point that I have not developed in the paper but which, following several authors, I would like to make now, is that the display of various "ethnic" musics (as was the case with the Best Village Competitions) or even the selection of a music as emblematic of a country (as has been the case with calypso) "is not an analogue for the material positions, means, or resources of these populations." 61 While it may have provided additional income and opportunities to musicians, artists and other people connected to the calypso music industry, the representation of Afro-Trinidadians through calypso has not translated in better economic positioning or opportunities for them. As Ralph R. Premdas writes, "Since Independence, political stability in Trinidad was maintained by a system of "balance" whereby African Creoles controlled the polity and Indians and others, including the descendants of whites, dominated the area of agriculture, commerce and business." 62 While there are very poor people in both the Afro and Indo-Trinidadian communities, the "Indian-European community," in Premdas's own words, has dominated the economy. 63 Hence the ways in which the question of multiculturalism is articulated through the arts should be de-linked from the question of equality of access to economic resources and opportunities. The hierarchies that inform one domain are not necessarily the same as those prevailing in other domains; moreover, the rapport within these hierarchies is in and of itself conjunctural. The last point is that even though the question of multiculturalism has been conceived in Trinidad, as in many other countries, as going beyond race, it has indeed provided a new terrain on which to deploy as well as to resist it. Whether it is in the selection of the cultural hybridity (calypso) to represent the nation-state during the nationalist movement and through the nation-building project, or on the international circuits in which the new hybrid Indo-or Afro-Trinidadian musics mainly travel, race continues to function as an organizing principle in the management of diversity.
